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Does a man behave rationally, in his own interests, most of the 
time, most especially in economic terms? Present neoclassic economic 
theory asserts that he does, but Professor Richard Thaler of the University 
of Chicago leads a dissenting group that hypothesizes that large patterns of 
irrationality manifest themselves in a great deal of popular economic 
activity. As examples: customers will go a long way to save ten dollars on 
a portable radio but will not bother to save the same amount on a big item 
like a large-screen TV; taxicab drivers will work long hours on days when 
fares grow frighteningly scarce, but go home early on lucrative days; a 
bottle of wine that costs over sixty dollars might be too expensive to buy 
for a casual dinner, but if one already owned the bottle, he might feel 
inclined to uncork it for this selfsame meal. Thaler documents all sorts of 
·1ar strange activity among investors in the stock market, which 
~ .. emic theorists allege to be the most rational venue in our or any 
properly functioning society. 
Psychologists, sociologists, and humanists in general have long 
known about this tendency in people, though even they consider it to be at 
least mildly abnormal. Artists, on the contrary, know that turning one ' s 
back on life's rational decisions may lead to creative success, or at least to 
a level of personal fulfillment one would not otherwise achieve. Each one 
feels that he or she has to follow his own star though it makes his road 
difficult, both for him and for those dependent upon him. 
All three composers on this evening's program seem to be 
excellent examples of this hypothesis. Domenico Scarlatti turned away 
from a successful career as an opera composer, though it promised by far 
the greatest rewards one could earn in his era - to become the keyboard 
' instructor of the crown princess of Portugal, Maria Barbara Bragarn;a, later 
, Queen of Spain. The new job promised a steady, safe income, but in an 
environment of isolation, far from the centers of musical activity, 
precluding fame and fortune. To perform this task, Scarlatti had to 
'compose more than five hundred pieces called "sonatas" that would 
instantly and eternally become the exclusive property of his royal patron. 
Robert Alexander Schumann, who mamed the brilliant musician, 
the former Clara Wieck, and endeavored to support more hungry children 
that he could count, refused to act either compositionally, editorially or 
pedagogically in his own bes·t interests. Most often eschewing 
commissions, he composed what he desired to compose, what he felt he 
had to compose, rather than what would bring him and his family the 
income they desperately needed. He even interfered with Clara's earning 
power as a concert pianist, though, due to the fame she had established as a 
child prodigy, she could have easily carried the family's financial burden. 
Sergei Vasilevich Rakhmaninov (my spelling of this and other 
Russian names here derives from an official letter-by-letter transliteration 
· m created by the Library of Congress just about "four score and seven 
· ., s ago") matured just as the prevailing musical language of the time 
turned away from post-romanticism to several antithetical "isms" 
culminating in the neoclassicism of Stravinskii, Hindemith, Bart6k, and 
similar contemporaries. He stood firm, however, in his commitment to a 
Romantic means of expression; this made him seem anachronistic and 
retrograde to fellow musicians. Critics in particular, while praising him as 
a concert pianist, denigrated his compositional achievements. 
In this way, all three composers paid a price for their life-work 
choices: Scarlatti m recognition, Schumann in financial security, and 
Rakhmaninov in prestige. Even their posthumous evaluations nave tended 
to be somewhat negative, with Scarlatti coming into his own only with the 
Longo edition ofh1s complete works in 1906-1911, Schumann receiving 
his full due only in the last fifty years, and the Russian being fully 
acknowledged only in the past decade. Rakhmaninov's popularity with the 
general public began during his lifetime and has remained steady, but it 
reached the intelligentsia only after the most severe resistance, and in the 
same way and about at the same time as that of the work of his operatic 
contemporary Giacomo Puccini . In fact, several important Russian post-
romantlc colleagues of Rakhmaninov-Nikolai Metner, Sergei Liapunov '_\\ 
and Aleksandr Grechaniilov, have yet to be universally recognized for tl. J) 
considerable contributions to the solo piano literature. 
***************** 
When one glances at the four Scarlatti one-movement sonatas to be 
played on this program, the order of the K. numbers : 523, 45, 487 and 39, 
may in itself seem a peculiarly irrational selection. Ralph Kirkpatrick, who 
devised the K. listing scheme, claimed it to be in chronological order, if 
somewhat inexact. The present generation of scholars, led by Giorgio 
Pestelli, Malcom Boyd, Roberto Pagano, and my humble self, have all 
doubted this assertion, though we can not come up with a workable 
substitute; Pestelli tried, but with absolutely no success. We also dissent 
from the view that many of the sonatas have to be performed as pairs or 
tryptichs (in this case, that K. 487 served as the finale of a groups of 485, 
486 and 487 - or that K. 523 had to follow 522, or possibly be in an 
especially large grouping of 520, 521,522,and 523). Kirkpatrick's 
insistence that Scarlatti intended virtually all these pieces for the 
harpsichord has also been contradicted; Queen Mana Barbara possessed 
one of the new Florentine pianos, made either by its inventor, Cristofori, or 
by his pupil, Ferrini, in each of her three residences. We now suggest that 
at least 200 sonatas may have been conceived with this new instrument in 
mind. 
Schumann did not think the Scarlatti sonatas worthy of study or 
performance in his own time, but as empty relics of a past that would be 
dead, save for the miracles wrought by Handel and Bach. In this, he 
denied generations of enthusiasts, from Muzio Clementi to Carl Czerny, 
Hans von Billow and his own star pupil, Johannes Brahms. Scarlatti 
became enormously popular, from the time that his music became 
published down to our own time. Bela Bart6k, for example, often 
performed Scarlatti during his concertizing years, ultimately editing a \\ 
hundred of the sonatas in a Hungarian publication still in print. Vladimi1 !J 
Horowitz, the most theatrical and hyper-romantic of pianists, hardly ever 
failed to include some Scarlatti sonatas on his recital programs. Scarlatti ' s 
sonatas, more-over, exerted considerable influence on successors in both 
Classic and Romantic eras, as well as certain neoclassic composers, most 
notably Alfredo Casella, Ernst Toch, George Antheil , Benjamin Britten, 
and Federico Mompou. 
The reason for this seems to lie in Scarlatti's perkiness and wild 
unpredictability-a trait often evident from the opening gesture through 
the first-half, but somehow the balance of the material and tonality 
between the two halves makes it all come out right in the end. Thus, every 
sonata combines irrationality with an ultimate victorious rationality in a 
way that serves as a model for the High Classic' s sonata-allegro forms, and 
paradoxically for the Romantic 's tampering with those very forms . All the 
examples on this program illustrate tl:iis combination of characteristics, 
though each in its own individual manner, and with a character special to 
itself, save for K. 39. 
K. 523 appears almost to choreograph the player' s hands and arms, 
v ·:~ its large leaps and frequent transfers of register, its sudden 
' Jopati.o!ls and outbreaks o.f hemiolas (rhythmic gi:oups of two a ainst 
tr1c prevailmg three). It uses its early matenal ma slightly revised ~orm at 
the conclusion of each half, thereby avoiding the motivic contrast typical 
of these pieces. In K. 45, the 12/8 meter seems to act as a development of 
the 3/8 of K. 523, as it uses long scalar excursions to fill in what had been 
leaps in the sonata that preceded it. The opening gesture and its imitation 
promised a thick-textured, perhaps fugal movement, but broke away into a 
two-tiered sonority in which a flowing melody runs above a fairly steady 
progression of stable chords. The motor rhythm seems to pause m the 
middle, as chords in syncopation provide the motivic contrast that K. 523 
lacked. K 487 illustrates the manner in which the composer will 
occasionally obsess over a thematic idea, a vital rhythm, or an ornamental 
device like a trill ; in this movement, he does it with all three of these 
elements, producing a driven work of great power and intensity, saving his 
' surprises for the second half of the form. The way he uses syncopations in 
the 3/8 meter may seem a bit like the way it happened in K. 523 , but the 
result differs so much that one barely notices the resemblance. 
' Some recent work on Scarlatti asserts that he composed the 
sonatas for the Queen as works in progress, and as she grew to master 
them, revised them to add to her challenge. If this notion does represent an 
actual practice, we have little evidence for it, since the few variant versions 
of the surviving sonatas seem to be merely the result of copyists ' errors or 
some similar editorialf.rocess. One of the great exceptions to this, K. 39, 
closely relates to K. 2 , both in A Major, and both sharing opening 
motives, as well as several unfolding ancillary musical ideas. K. 24, first 
published in 1783, as part of the famous Essercizi [Jara Gravicembalo 
(Etudes for Keyboard) has long been known and often played. K. 39, 
apparently an earlier version than K. 24, with fewer unfolding or 
contrasting ideas than its famous relation, rarely sees the light of day. Its 
virtuosity and intense concentration on its main plot makes it an excellent 
r' · ax to this portion of the recital. 
***************** 
Schumann's peculiar three-movement Fantasie in C Major, Op. 17, 
has itself taken its place as one of his most interesting and compelling 
pieces only in fairly recent times. For much of both the 19th and 20th 
centuries, Schumann's Papi/lions, Op. 2, together with his 
Davidsbundlertiinze, Op. 6, Carnaval, Op. 9, Kreisleriana, Op. 16, 
Arabeske, Op. 18, and the ubiquitous Kinderszenen, Op. 15, particularly its 
lyrical Traumerei, dominated recital halls. Later, between the two World 
Wars, one began to hear as well Schumann's Abegg Variationen, Op. 1, 
his three Sonatas, Op. 11, 14 and 22, his two sets of Paganini Etudes, Op. 3 
and 10, the Humoreske, Op. 20, and the Novelletten, Op. 21. Even now, 
performers generally do not choose to deal with piano works with opus 
numbers above 50. Reasons for this vary greatly and have been dealt with 
by specialists in more detail than I can hope to summarize, especially in 
the recent critical biography of the composer by my distinguished 
colleague, Professor John Daverio, who has also written an important 
article devoted to this very Fantasie. It appears that nothing has ever COIP"'-
easily to Schumann, even a century and a half after his death. 
The Fantasie began life as a "Grand Sonata" in 1836, meant to be a 
private declaration of his passion for the as-yet unavailable Clara Wieck. 
As it grew and unfolded, its form so conflicted with that of the sonata, that 
Schumann changed its title, though the three pieces he ended up calling 
sonatas also differ markedly from the models of that form. The score bears 
a superscription, a quotation from Friedrich Schlegel: "through all the 
sounds of Earth's bright dream sounds one note for him who listens 
secretly." For the best speculation about the mystery of this quotation, I 
refer the reader to Daverio ' s article. 
Connections of this work to the experimental piano pieces of late 
Beethoven could occupy us for page after page. Not only does Schumann 
quote the main theme from the sixth song of Beethoven's cycle An die 
jerne Geliebte, his second movement march (originally called "Triumphal 
Arch") recalls the second movement of Beethoven's Sonata, Op. 101, and 
the excursions in all movements recall some procedures in Beethoven's 
Op. 109 and 111. The putative finale's sonata-allegro without development 
may have something to do with similar works by Clementi, Ferdinand 
Hiller, and Johann Nepomuk Hummel, as well as some of the less-known , 
middle sonatas of Beethoven (Op. 54, 78, 90). Nearly every early 
Schumann piano work presents a veritable kaleidoscope of ideas, that 
attempts to break out of the form in which the composer tries to contain it, 
but the Fantasie exceeds all the others in its self-indulgence. By today's 
standards, it may not seem all that chaotic, but it took more than a century 
for even the most sophisticated musicians to become totally reconciled 
with it. The slow third and final movement ends quietly, making some 
listeners expect to hear a fourth movement that never comes. The first 
movement clearly expresses desire and concomitant frustration, the second 
seems to express the satisfaction that would come if Robert and Clara ever 
managed to marry, and the third seems to portray the hoped-for afterglow 
of their life together. This speculation, though not supported by specific 
documentary evidence about Op. 17, does not require much imagination. 
*************** 
Rakhmaninov provided the best summary of his own musical 
position in an interview with David Ewen in the December 1941 edition of 
the Etude, a now defunct popular music :periodical: 
My constant desire to compose music is actually the urge within me to give tonal 
expression to my thoughts .. . I have no sympathy with the composer who produces works 
according to preconceived formulas or preconceived theories, or with the composer who writes 
in a certain style because it is the fashion to do so. Great music has never been produced in 
that way ... A composer 's music should express the country of his birth, his love affairs , his 
religion, the books which have influenced him, the pictures he loves. It should be the product 
of the sum total of his experiences. Study the masterpieces of every great composer, and you 
will find every aspect of the composer's personality and background in his music. Time may 
change the technique of music, but it can never alter its mission . . . In my own compositions, 
no conscious effort has been made to be original , or Romantic, or Nationalistic, or anything 
else ... What I try to do, when writing down my music , is to make it say simply and directly 
''' which is in my heart when I am composing. If there is love there, or bitterness, or 
j ss , or religion, these moods become a part of my music ... \ 
Adding to this statement seems not only unnecessary but also 
redundant. The composer has made himself abundantly clear, though 
"simple and direct" hardly seem qualities of much ofh1s solo piano music. 
Its mysterious indirectness and linear and chordal complexity may depict a 
simple mood or state of mind, but he makes it as difficult to project this 
mood as he does difficult to execute. The seven movements that make up 
the second half of this program require a degree of magisterial control few 
pianists can bring to them, and like the Scarlatti and Schumann examples, 
each movement exhibits an individual personality as well as a particular 
set of performance problems. 
The Preludes develop that genre far beyond the technical and 
, formal framework established by Chopin's Op. 28. His Etudes-Tableaux, 
,on the other hand, remain within the levels and notions of virtuosity set by 
etudes of Chopin and Liszt-only the "tableau" aspect appears somewhat 
new and dazzlingly frustrating to the listener. In every case, we wish we 
knew exactly what sort of scene the composer means to paint; at the very 
least, Debussy entitles his 1912 Preludes at the bottom of the page after the 
piece but Rakhmaninov never gives us a verbal clue as to the particular 
scene he has in mind. He makes suggestions about some of these in letters 
to acquaintances, but these seem vague and generic, and far less 
informative about individual pieces that one hopes to discover. I have very 
strong visual impressions about some of them but without some sort of 
corroboration, I fear to share these with any reader. By the way, the order 
within Op. 33 varies between editions, as Professor di Bonaventura told 
me because the composer withdrew two pieces, only to later acquiesce to 
their reinstatement in late editions. The Etude-Tableau, Op. 33/6 in E-flat 
Major, quickly gets every listener's attention. Its opening fanfare recurs 
regularly as the seminal motive of the piece, metrically compressed and 
ro d into other ideas just enough to allow it to float all the way from 
bv . ing to end. The Etude-Tableau, Op. 33/7 in G Minor provides the 
most amazing contrast to its E-flat Major predecessor. Its enormous 
dynamic range, from a near-whisper to a majestic fortissimo, its supple 
accompaniment, its parallel triads, its very subtle chromatic tendency tones 
that provide their structural functions only when absolutely necessary, 
present many of the signatory characteristics of this pianist-composer's 
style. The Prelude, Op. 23/7 in C Minor, finds a way to mix Bach's C 
Minor prelude from the first book of his Well-tempered Clavier with key 
elements of the first two JJreludes, in C Major and A Minor, of Chopin ' s 
Op. 28, in a magical souffle that extends beyond its models to sweep us 
along all the way to the final sudden stop; I always find myself breathless 
after hearing this piece. The Prelude, Op. 23/6 in E-flat Major, expresses a 
strong sense of reaching upward towards a difficult-to-attain goal m both 
its fast-moving left hand and melodic right hand parts; somewhat more 
than the other pieces in this group, this one swells and recedes like a spring 
tide. The Etude-Tableau, Op. 33/2 in C Major, defies any characterization I 
can give it-its combination of ingredients sounds to me like cinnamon 
and garlic, but this must be a function of my aesthetic near-sightedness. 
The Prelude in D Major, Op. 23/4, builds the thickest obstacle-filled 
accompaniment against a simple melody that weaves its way into the cor~­
of the texture until the friction it builds up leads to a climax that falls bi 
to a surprisingly restrained cadence. The final piece, also in D Major, tht 
Etude-Tableau, Op. 39/9, essays the most magnificent climactic finale 
anywhere in Rakhmaninov's piano music. Henry Gondorf always believed 
that this piece represented the composer's hope that his fellow Russians 
would someday be rid of their Soviet dictators . The strident militant 
majesty of its forthright statement stands apart from the introspective 
quality of most ofRakhmaninov's solo piano music, including almost 
every section of every piece in the group performed this evenmg. 
Because it seems likely that at least one of the encores on this 
program will be by Domenico Scarlatti, a composer whose work has long 
been explored by Anthony di Bonaventura, it seems fitting to close these 
notes with the famous brief statement by Scarlatti printed at the outset of 
his Essercizi: 
Lettore: 
Non aspettart o dilettante o professor che u sia, in questi componimenti il profondo intendimento, ma 
bensi lo scherzo ingegnoso dell'arte, per addestrarti alla franchezza sul gravicembalo. Ne viste 
d' interesse, ne mire d'ambizione, ma ubidienza mossemi a publicarli. Forse ti saranno aggradevoli, e ' 
piu volentieri allora ubidiro ad altri comandi di compiacerti in piu facile e variato stile: mostrati 
dunque piu umano, che critico: e si accrescerai le proprie dilettazioni. 
Vivi felice. 
Reader, 
Whether you be dilettante or professional, in these compositions do not expect any profound learning, 
but rather an ingenuous jesting with art, to prepare you for mastery of the keyboard. Neither 
considerations of interest, nor visions of ambition, but merely obedience moved me to publish them. 
Perhaps they will be agreeable to you; then how gladly will I obey other commands to please you in an 




MEET THE ARTIST 
Anthony di Bonaventura, known around the world for his 
championship of new music and his dedication to the classics, has 
performed in 27 countries in recital and with such major orchestras as the 
Boston Symphony Orchestra, Chicago Symphony, New York 
Philharmonic, Philadelphia Orchestra, Royal Philharmonic, and Vienna 
Symphony. He has appeared in the Great Performances Series at Lincoln 
Center and the festivals of Ann Arbor, Saratoga, Bergen (Norway), Graz 
(Germany) and Almeida (England). During his second tour of Australia 
and New Zealand, he was the soloist for the concerts which opened the 
famed Sydney Opera House. 
Many of the most distinguished composers of our time-Luciano 
B Alberto Ginastera, Milko Kelemen, Gyorgy Ligeti, and Vincent 
P1.. hetti-have written works especially for Professor di Bonaventura. 
He has performed the world premieres of each of the following 
compositions: Ligeti's Concerto for Piano, Austria, 1986, (American 
premiere with the Saint Louis Symphony with Leonard Slatkin); 
Ginastera's Piano Sonata No. 2, Ann Arbor, 1992; Berio's Points on the 
Curve to Find, Germany, 1975, and Persichetti's Piano Concerto, 
Dartmouth Festival, 1968. 
In 1991, Professor di Bonaventura performed the Netherlands' 
premiere of Witold Lutoslawski's Piano Concerto with the composer 
conducting, followed by performances also conducted by Lutoslawski with 
the Boston, Polish National Radio, and San Francisco Symphonies. 
Professor di Bonaventura has recorded for the Colombia (Sony 
Classical), RCA, Connoisseur Society (IN-SYNC), Sine Qua Non, and 
, Titanic record labels. His recording of the Debussy Etudes has been 
, described by the Boston Globe as "one of the wonders of the world." His 
latest releases include fourteen Scarlatti Sonatas and the complete 
Rachmaninoff Preludes and an all-Chopin disc for Titanic. 
Acknowledged as a master teacher of international stature, Professor di 
Bonaventura is Professor of Music and Chairman of the Piano Department 
at Boston University School for the Arts and Founder-Director of the 
Piano Institute at Colby College in Maine. He has given masterclasses at 
many i~stitutions, incl~ding Brigham Young University, ~as~an School 
of Music, North Carolma School for the Arts, Tulane Umversity, 
University of California-Los Angeles, University of Michigan, University 
of Texas, University of Toronto, and the Yamaha School in Singapore. 
Professor di Bonaventura began his piano studies at the age of 
three, and gave his first professional concert at the age of four; won a 
scholarship to New York's Music School Settlement at six; and appeared 
as a soloist with the New York Philharmonic at thirteen. At sixteen, he 
became the pupil of the celebrated Russian teacher, Madame Isabelle 
V rova, and later entered the Curtis Institute from which he graduated 
· Vv e highest honors. Enthusiastic acclaim by critics and audiences 
alike came early in his career His brilliant performances in an early 
European tour led to his selection by Otto Klemperer to perform the 
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Gregg Henegar bassoon 
Raphael Hillyer viola 
William Hite voice 
Phyllis Hoffman voice 
David Hoose orchestral conducting 
Roland Jaeckel collaborative piano 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SFA Events Information: 
Linda Jiorle-Nagy piano 
Ann Howard Jones 
choral conducting 
Daniel Katzen horn 
Bayla Keyes violin 
Shiela Kibbe collaborative piano 
Mark Kroll harpsichord 
Christopher Krueger baroque flute 
Michelle LaCourse viola 
Lynn Larsen horn 
Lucile Lawrence harp 
Ludmilla Leibman theo1y & comp. 
Joanna Levy voice 
Charles A. Lewis Jr. trumpet 
Carol Lieberman baroque violin 
Lucia Lin violin 
Malcolm Lowe violin 
William Lumpkin opera 
Bruce MacCombie theol)' & comp. 
Richard Mackey horn 
Marya Ma11in flute 
Thomas Martin clarinet 
David Martins wind ensemble 
Dana Mazurkevich violin 
Yuri Mazurkevich violin 
Joy Mcintyre voice 
Richard Menaul horn 
Robert Merfeld collaborative piano 
Marjorie Merryman 1heo1y & comp. 
Horia Mihail piano 
lkuko Mizuno violin 
Michael Monaghan saxophone 
George Neikrug cello 
Craig Nordstrom clarinet 
James Orleans string bass 
Susan 01mont voice 
Anthony Palmer music education 
Konstantinos Papadakis piano 
Leslie Pamas cello 
Richard Ranti bassoon 
Michael Reynolds cello 
Alice Robbins viola da gamba 
Thomas Rolfs trumpet 
Matthew Ruggiero bassoon 
Eric Ruske horn 
Chester Schmitz tuba 
Amy Schneider voice 
Todd Seeber string bass 
Elizabeth Seitz musicology 
William Sharp voice 
Robert Sheena oboe & English horn 
Joel Sheveloff musicology 
Ethan Sloane clarinet 
Craig Smith choral conducting 
James Sommerville horn 
John Stovall string bass 
Tison Street theo1y & comp. 
Richard Svoboda bassoon 
Roman Totenberg violin 
John Tyson recorder 
Lisa Urkevich musicology 
Charles Villarrubia tuba 
Allison Voth opera 
Julian Wachner organ 
Jay Wadenpfuhl horn 
Gerald Wea le 1heo1y & comp. 
Lawrence Wolfe string bass 
Joseph Wright music education 
Douglas Yeo bass trombone 
Jeremy Yudkin musicology 
Michael Zaretsky viola 
Peter Zazofsky violin 





Co-Director, ad interim, 
Theatre Arts Division 
Eve Muson 
Co-Director, ad interim, 
Theatre Arts Division 
A ls ton Purvis 
Director, ad interim, 







Director of Development 
Advisory Board 
Jason Alexander 
Saul B. Cohen 
Edwin G . Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
(617) 353-3350 
(617) 353-3345 
(617) 353-3345 
(617) 353-3345 
(617) 353-3349 
